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eThe Queen's Minuet eGay Picture 
MARJORIE MacKOWN OTTO LUENING 
Carl Fischer Presser 
eSpring is Dancing eDay Dreams 
ALEC ROWLEY QUINCY PORTER 
J. Fischer Presser 
*Mill Wheel eJoys of Life 
LOIS MARSHALL DARIUS MILHAUD 
Summy-Birchard Mills 
eSet of 3 ePrelude 
EVERETT STEVENS DOUGLAS MOORE 
Presser Presser 
eLullaby eEvening Music 
GEORGE FIALA ROBERT PALMER 
BMI, Canada Presser 
eFunny Bunny eAppalachian Dance 
LILLIAN MILLER PAUL NORDOFF 
Mills Presser 
eMy New Car 
HANSI ALT 
Century 














For stories and pictures of the above composers, 
written by Janet B. Sussman, a Barnard College 





senior, see page 18. 





Recommended Music 


December 1958, January, February, 1959 


Editor's Note: Our Board of six musicians have tried to include among the accepted 
works all those that demonstrated creative ability regardless of how small, or in what 
idiom, conservative, mildly venturesome, or fiercely so. They rejected those that showed 
stylistic inconsistencies, that were trite and commonplace, that simply followed mechani- 
cal patterns and showed no signs of release or merely illustrated a pedagogical dogma. 


They readily admit to sharp differences of opinion on all these points. 





EASY 
Chippewa Melodies. Arthur HOLLANDER, arr. Summy 
Bicycle ride. HANSI ALT Century 
Make it snappy. David Carr GLOVER, Jr. Mills 
Mister musical clock. Burrill PHILLIPS Elk&Vog 
Elephant ride. LOUISE GARROW Sch&Gu 
Seashore game. Burrill PHILLIPS Elk&Vog 
Jaybird's Jig. Elizabeth E. ROGERS Century 
Square dance. Helen Ingle EZELL Belwin 
INTERMEDIATE 
Procession. HERBERT ELWELL Presser 
Tarantella. JUDITH DVORKIN Elk&Vog 
Through the Kaleidoscope. Nina PERRY Oxford 1 
Ten polytonal compositions. William FICHANDLER Belwin 1 
10 bagatelles. Flor PEETERS, Opus 88 Peters 
Sassy piece. MARTHA BECK Leeds 
Sleepy head and The clock on the stairs. R.STEEL Ricordi 
EARLY ADVANCED 

Francis POULENC. XIII®™© Improvisition in la 

mineur P (Ricordi, agent) Salabert 1. 
Francis POULENC. XIx©™®© Improvisation in 

reb majeur (Ricordi, agent) Salabert 1. 

, Federico MOMPOU. Paisajes (Ricordi, agent) Salabert 1. 


Robert STARER. Nofiah, Gadya, Mahol (Leeds, agent) Israeli 
Sabin V. DRAGOI. Little suite of Roumanian 
folk dances. , (AMP, agent) Simrock 


Thematics of several of the above piano titles are gener usly furnished 
by the publishers. They may be found beginning on page 6. 
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NEW EDITIONS 


BOGHEN, ed. Antichi Maestri Italiani. Toccate. (Ital- 
ian Masters. Toccatas for Harpsichord or Piano,) Ri- 
cordi, publ. $3.75. 

A good collection of unusual pieces. Very much 
over-edited, but the original is mostly given as an al- 
ternate (and preferable) version. 


CLEMENTI, rediscovered masterworks. Alfred Miro- 
vitch, ed. Vols. Il and III. Marks, $1.50 


DEBUSSY, Suite Pour le Piano; from The Piano Works 


of Claude Debussy by E. Robert Schmitz. G. Schirmer, 
$1.59 








John FIELD. Cavatina; "Reviens, reviens.'' Kathleen 
Long, ed. Oxford, $1.50 


A Garland for GRIEG, Book 1; selected pieces for pi- 
ano solo by Edward Grieg. Novello (H. W. Gray agent), 
90 cents. 


Wilhelm LUTZ, ed. Tanzendes Rokoko und die Zeit 
der Romantik. (Merry Rococo Time and the age of 
Romance.) Book II. Edition Schott 4795 (AMP. agent), 
$1.50 

Includes easy intermediate pieces of Haydn, Gossec, 
Handel, Mozart, Rosetti, Benda, Graupner, Dussek, 
Couperin, Beethoven, Turk, Schubert, and J. C. F. Bach. 


Fanny MENDELSSOHN, II Saltarello Romano. (No. 4 
of Classical Discoveries, edited by Jack Werner.) 
Elkin & Co. (Galaxy, agent), $1. 25 


MONTANI, ed. Le piu belle pagine dei Clavicembalisti 
della Famiglia Bach. Ricordi, $1.50 

An interesting selection of rather demanding pieces. 
Well edited. 


Carl Maria von WEBER. Tanzbuchlein fur Klavier. 
(Book of Dances for the Piano.) Gottfried Wolters, ed. 
Edition Schott 4778 (AMP, agent), $1.50 


NOTE: The following titles are listed for the information 
of our readers. No evaluation of them has been made. 


@ ADVANCED 


P. BEN-HAIM. Music for the piano 1957. Israeli Mu- 
sic Publ. (Leeds, agent). 

Sandro FUGA. Sonata (1957) per pianoforte. Ricordi, 
$1.50 


KABALEVSKY, op. 59. Rondo for piano; required 
repertoire International Piano Competition, Moscow, 
U.S.S.R. Leeds. 

Kenneth LEIGHTON. Fantasia Contrappuntistica (hom- 
age to Bach). Ricordi, $1.00 

Kenneth LEIGHTON. Variations for piano, Novello, 
$1.75 

I. MIRON-MICHROVSKY. Passacaglia for moderns. 
Isracli Music Publ. (Leeds, agent). 

Oskar MORAWETZ. 
Hawkes, 90 cents. 
Neil SAUNDERS. Passacaglia for piano, 
(H. W. Gray, agent), $1.50 


Scherzo for piano. Boosey & 


Novello, 


@ TEACHERS ALBUMS AND METHODS 


The Berry Basket, second volume, J. Fischer, $1. 25 
Jessie BLAKE and Hilda CAPP. Piano Time; a book 
of pieces and studies for Grade 3. Boosey & Hawkes, 
$1.00 

Hugo COLE. Eleven Nursery Rhymes. Novello (H.W. 
Gray, agent), $1. 25 

Henry DUKE. Sight-reading tests for piano; Grade 1 
(primary) and Grade II (elementary). Novello (H. W. 
Gray, agent), $1.75 and 90 cents resp. 


Maxwell ECKSTEIN. Touch, tone, technic; 16 etudes 
for piano. C. Fischer, $1.00 


Stanley FLETCHER. The play-together book; cleven 
song-tunes arranged for ensemble at one piano. Summy, 
$1.00 


Robert SCHOLLUM. Fangt an zu musizieren! Oster- 
reichischer (AMP, agent). 


S. J. TOWNSHEND. First theory exercises and ques- 
tions for young beginners. Novello (H. W. Gray, agent) 
75 cents 

Donald ‘WAXMAN. Pageants for piano; progressive 
pieces for the early years of piano study. Galaxy. In- 
troductory Pageant, $1.00; First year Pageant, $1. 25; 
First folk song Pageant, $1.25; Second year Pageant, 
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$ (Continued on page 2, 
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} MUSIC REVIEWS 





sy Hubert Doris 


HE treatment of folk or folk-like material has about 


as many points of view as there are composers. 


More than a third of the compositions on the Recom- 
mended List this quarter stem directly from some 
folksong or dance, and that is, to say the least, a sig- 
nificant proportion. Since a piece must have a certain 
amount of musical excellence in order to be mentioned 
as recommended, it might be wise, this quarter, to 
examine some of these pieces in detail. and see how 
music on all levels of difficulty faces up to the real 
problem of presenting what is basically non-pianistic 
material in a convincingly pianistic and musical fash- 
ion. 

Arthur Hollander's arrangements of two Chippewa 
Melodies for the beginning pianist are quite success- 
ful. and solve the problem of presenting vocal material 
on the keyboard by accompanying the original melody, 
given to the right hand. with a simple lyric line in the 
bass. We are spared the usual open fifth that so often 
destroys any feeling of the music being written for the 
piano specifically when Indian or pseudo-Indian mate- 
rial is used. Instead we have a line that is a simple 


melody by itself and that, in addition, successfully 
supports the simple harmonic implications of the main 
melody. In other words, the composer has used the 
original Chippewa melody as the basis for a two-line, 
almost contrapuntal, composition. Thecomposer sug- 
gests that "for a recital performance 'The Parting’ 
and ‘A Lullaby’ may be played with only aslight pause 
between them, ending with a repetition of 'The Part- 
ing." It's a good idea, and would give the young pian- 
ist some idea that larger pieces may be, as they often 
are, made up of small sections. The only difficulty in 
this caSe is that both sections are inthe same tonality, 
and the element of tonal contrasts so essential to the 
building of larger forms. is ignored. However, this 
is a small point, and should not take away too much 
from the credit due Mr. Hollander for avoiding somany 
pitfalls usually encountered in arranging folk music. 


Helen Ingle Ezell has used a more abstract ap- 
proach in her piece ''Square Dance" than Mr. Hollan- 
der has in "Chippewa Melodies". Instead of present- 
ing a typical dance melody, the composer has taken 
the traditional open fifth sound of a violin tuning up, 
and given it such rhythmic life that it becomes the real 
material of the piece. From time to time a fragment 
of a melody appears, but it too resembles fiddle figu- 
ration. rather than folk tune. As a matter of fact, the 


entire piece resembles the square dance music in 
Copland's ''Appalachian Spring."" This is not meant as 
a criticism, since it is by just such means as Mrs. 
Ezell has employed that younger musicians become 
familiar with the styles of their grownup contempora- 
ries. This piece is designed for the intermediate stud- 
ent, and any student on this level can certainly accept 
the idea of a dominant rhythm forming the basic ma- 
terial of a piece rather than an accompanied melody. 
If he can listen to Beethoven's Fifth Symphony. in 
which just such adevice is employed. he can certainly 
profit from a piece as simple and clear as "Square 
Dance." 

Still on the intermediate level, Judith Dvorkin's 
"Tarantella" represents a third approach tofolk mate- 
rial. Instead of taking a pre-existing folk melody, or 
a typical rhythmic pattern, recognizable without a 
melody, Miss Dvorkin has written a new piece that 
embodies both the rhythmic and melodic patterns as- 
sociated with the Tarantella. The con spirito 6/8 
rhythm, defined by the accompaniment. and the step- 
wise melody carried by running eighth notes arehere, 
as well as the characteristic dominant pedal. held 
throughout the piece almost without interruption. The 
danger inherent insuch a procedure as Miss Dvorkin's 
is that one runs the risk of comparison with the ori- 
ginal material imitated, which is so often superior. 
Or worse, in writing a Tarantella, for example, one 
risks comparison with Mendelssohn and Chopin, not to 
mention Tschaikowsky and Sarasate. But no matter; 
in this case there is little to worry about. The piece 
is deliberately too simple to pretend to such eminent 
relations, and it is perfectly all right as it is. But we 
point out the danger anyway. 

There are three collections of pieces in the inter- 
mediate category that also make occasional use of folk 


(Continued on page 25) 
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COPYRIGHT 1958 BY EDITIONS SALABERT, (RICORDI, Agent) 
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Little Suite of Roumanian Folk Dances In memory of Béla Bartok SAB | N V. D RAG O] 


2. Luncanul 


Volkstanz aus (Folk Dance from) Birtin=Bihor 
Andantino quasi allegretto (¢ =116) 
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3. Dudurinca 
Volkstanz aus (Folk Dance from) Fagaras 


Allegro giocoso ed inocente (¢ = 132) 





5. De purtat 
Volkstanz aus (Folk Dance from) Nasaud 
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6. Joc de doi 


Paartanz aus (Couple Dance from) Bozovici = Banat 









Allegretto giocoso (4 =120) a on 
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Frauenringtanz aus (Ring Dance from) Nasaud 
Allegro (¢ = 152) 
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10 BAGATELLES FLOR PEETERS, Op. 88 
2. Menuet 
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A Conversation 
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© Oxford University Press, 1958 


OXFORD UNIVERSITY PRESS 








Allegro moderato 


Procession 









HERBERT ELWELL 
Edited by Isadore Freed 





COPYRIGHT 1958 BY THEODORE PRESSER CO. 


Very spirited 








Tarantella 


@ maman 


JUDITH DVORKIN mf 





COPYRIGHT 1959 BY ELKAN-VOGEL CO., INC. PHILADELPHIA 3, PA. 
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COPYRIGHT 1959 BY G. RICORDI & CO. (London) LTD. 
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Helen Ingle Ezell 
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7 Ad CENES FROM CARROLL'S 
a 


ASHIce in 


‘Wonderland 


by BERYL RUBINSTEIN 


Analysis and Teaching Suggestions by MARGARET TOLSON 


N "Scenes from Carroll's Alice in Wonderland" 

Beryl Rubinstein has given us a suite of seven pieces 
which are extremely graceful for the young pianist. 
They are program music in tne best sense. All are 
rhythmically and melodically alive and stimulating to 
the imagination. Dissonances are mild and there is 
ample tonal interest through modal or chromatic wri- 
ting and frequent modulations. For the student up to 
twelve years who is in about his third year of study 
they are ideal and the teacher will find that in many 
cases their appeal extends beyond this age group. If 
the actual scenes in the story are read before studying 
these musical counterparts the student should readily 
catch their imaginative quality. It isa pleasure todis- 
cuss these pieces which onediscovers are not widely 
used in spite of their having been available for several 
years. 


e Alice Falls Asleep 


Three-part form. A 2+2+2+2; B 4+4; Bridge 2+2+4; A 
2+2+24222. 

Fulfilling his direction "peaceful and rather drowsy" 
the composer selected E major for the quiet melody. 
The simple theme based on triads I and V (with low- 
ered scale seventh) is one of repose. Notice how the 
phrases at first balanced two by two droop at the be- 
ginning andend. 





‘Ya. —* e 


bd 
5 
Ya.—_* 
At section B (measure 10) anew theme, 
this time a scale pattern in the sub-dominant, is a 


long-spun phrase of four measures. Aguin the droop- 
ing ending. Inits immediate repetition an octave higher 
(measure 15) notice how the left hand quarter notes 


begin as if in augmentation to the melody before they 
settle down to chord outlines. The following transition 
back to part A finds the first two measures of thesec- 
ond theme stated three times with different harmonic 
endings finally drifting into the repetition of Part A 
(measure 28). Careful listening for tone color at these 
places will give the idea of Alice drifting farther into 
sleep, as if thoughts move by in fragments. The end- 
ing should be played very simply letting those short 
drooping phrases suggest the last nod. Now Alice be- 
gins to meet her new companions. 


e The White Rabbit 


("He came trotting along in a great hurry."') 
Modified three-part form. A 2+2r2+2; B 2+2+2-2+2; 
A 2-2+2+2+2+2+4. Extension 2+2-3. 


The White Rabbit is very business-like. No fool- 


ishness about him. His theme, C major, is strongly 
rhythmic and full of purpose. 





2 3 

Notice how the quarter note contributes to this feeling 
and how the mildly dissonant staccato quarters create 
a mood of urgency. At Al (measure 9) when the theme 
is repeated a fifth higher the quarters give way to 
cighths as if he can't stay still on the longer note. At 
B (measure 17) he really swings along in his stride at 
last with the left hand melody suggesting the key of F. 
But he can't stay long in that key. Crisp chromatic 
chords bring him back to the key of C (measure 27). 
Here the restatement of A uses the original rhythmic 
pattern reinforced by filled-in triads in the first real 
forte of the piece. Harmonically the movement is al- 
ternating C and E-flat suggesting restlessness. At 
measure 39 the sudden piano serves as a springboard 








You will see that the piece is designed with a consis- 
tent rise in register from the first bass note C to the 
last high E before the ending. If the staccato is played 
clearly and never thumpily you will have an inviting 
sound picture. 


e Father William 


("You are old, Father William," the young man said. ) 
Theme with variations. Theme 4+4+2+2+4; 4 variations 
same; Coda 4. 

If you will read the poem before playing this piece 
(which is really a song) you will see that the music 
catches the conversational quality of the verse, those 
delightfully crazy questions and answers. The first 
verse, the theme, is set very clearly with its lilting 
6/8 melody and quiet accompanying fifths. 

Moderately fast: very steady 


erse one: 






Ia —* 


a 


Notice the modal feeling induced by the use of the na- 
tural minor. This gives the music the quality of folk 
song. In verse two the music becomes busier with the 
stepwise contrapuntal figure introduced in the left hand 
against the original melody in the right. 


Verse 







Beginning at measure 24 the lower part takes over the 
melody (Father William is standing on his head) then 
it rights itself for the last four measures of the verse. 
At verse three the theme appears in E major but the 
modal quality is preserved by the lowered leading tone. 
At measure 41 there is a nice suggestion of Father 
William's backward somersault in the descending bro- 
ken chord figure in the left hand. 





f—- T- 





4. 








In verse four Father William has a dance-like figure 
in the accompaniment (''I kept all my limbs very sup- 
ple"). This piece has beenkept an appropriate length 
by not attempting to set all the poem's verses but in 
the coda at measure 65 we are treated to the threat 
"be off or I'll kick you downstairs" by the descending 
scale which the composer has marked "rough and gruff." 
The pedal markings are clear and workable. If this 
pieceis played with attention to the long lines, and dif- 
ferent color for the twocharacters the effect is delight- 
ful. 


e The Dormouse 


("Here the Dormouse shook itself and began singing in 
its sleep, 'Twinkle, twinkle, twinkle, twinkle’. ") 
Two-part form with repetitions. A 2+2; B 2#2; Al 2+ 
2-2; Bl 2+2; A2 3;‘B2 3. 

This piece is only 24 measures long but in that 
time we certainly get to know this drowsy little crea- 
ture. The form is interesting. There are three sec- 
tions each consisting of theme one, the sleepy theme 
and theme two, the song theme; first time key of F, 
second time after A minor is suggested it veers off 
into D major, then D minor, third time D minor. It's 
all very hesitating. The first four measures set the 
scene of the Dormouse falling asleep at the tea-table. 


Ya—* % 


Make a softly dropping two-note groupobserving care- 
fully note values, pedal, and above all, the rests. Let 
the high G sing a long time. When the song fragment 
first appears at measure 5 it is quite shy. 


l4 4 


half staccato 





2 
T—* 





Ta —* 
Shape the phrases carefully using adashof pedal at the 
peaks as is indicated. Listenclosely to the left hand 
as the chromatics move around making color chords 
At Al the Dormouse makes a bit more effort to rouse 
himself but from A2 on the music tells us he finally 
gave up. The last three measures should sound really 
vague. It's not easy to give this impression without 
sounding like a vague pianist but with clear, very soft 














































tone, a really good ritard, attention to pedalling and 
rests. it will come off. 


eThe Lobster Quadrille 


("So you can have no idea what a delightful thing a Lob- 
ster Quadrille is! '"') 
Rondo form. A 4+¢4+4+2+4+3; B 2+3+2+3+2+3+2+5; A 
repeated; C 4+4+r4+4+4+4; A repeated. 

Here's alively dance. Keep the 6/8 rhythm swing- 
ing along. in two but not too fast please because it's a 
quadrille for whitings, snails, lobsters, porpoises 
turtles and other not-too-adroit creatures. The ton- 
ality is again modal, A-natural minor with C-sharp. 
The left hand ecighths move rhythmically but not noisi- 
ly through the first eight measures. 
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At measure 9 where the accompaniment pattern chan- 
ges to longer note values and the right hand becomes 
more lyric in character there is a suggestion of the 
phrase "will you, won't you, join the dance." Then at 
measure 15 it swings back into the quadrille move - 
ment. The second section (E-natural minor) offers 
interesting rhythmic groupings in alternating patterns 
of two and three measures. 





Melodic phrases start on the upbeats and the alterna- 
tions between the hands should be clearly brought out 
(measures 27 to 31, 37 to 41). Play emphatically the 
chord clusters in measures 28, 29, 38, 39. The re- 
turn to the first sectionis particularly effective rhyth- 
mically after this curiously awkward part. Section C 
makes use of two-part counterpoint. (E-natural minor) 


Section three: , 
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Both parts move smoothly and in long lines as if the 
dancers have become more expert. Notice how the 
movement is kept at the cadences by the recurring 


four-note figure ao) ).d.with alternating terminals on 
tonic and dominant. Be sure to sense the movement of 
the tied note into the ascending line. 
last repeat of Section A with gusto and play those last 
chords in fine rhythm--no ritard. 


e The Queen of Hearts 
("Off with his head!") 
Three-part form. A 2+2+r2+-2; B 2+2+2+2+2+2; A 2+3+ 
22. 

This piece depicts the trial scene and isthe really 
dramatic number of the suite. The composer in mark- 
ing it "loud and fierce: moderate tempo" is reminding 
us that excessive speed doesn't make ferocity. The 
Queen's theme, "off with his head!" 
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sets the scene. Play the chords marcato, throw the 
phrase off with energy and let the rests increase the 
dramatic suspense. Drop down firmly on the quarter 
note chord. You will notice that the motif from the 
Queen's theme is immediately taken over in a sort of 
procession-like episode of descending figures in the 
right hand while the lefthand moves up incontrary mo- 
tion scalewise. By these simple means the music be- 
comes more active moving at the end of this passage 
to A minor from the original D minor. Repeated use 
of the motif in descending and ascending chromatic fi- 
gures brings us to section B (measure 9) in C minor 
where the music becomes march-like suggesting the 
royal procession. 










om 


i tae! 





There's the Queen again in the right hand bossing 
everybody around. Keep the offbeat chords in the left 
hand very steady and use arm staccato not only for 
them but for the other staccatos particularly those 
dropping big-step intervals beginning at measure 12. 
The procession moves on growing more fierce after 
the build-up from meastre 17's sudden piano until at 


— (Continued on page 26) 
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Mr. Nordoff 


Paul Nordoff 


Pulitzer Prize Winner, Guggenheim Fellow, Ford 
Foundation Fellowship winner, Juilliard honor gradu- 
ate, Paul Nordoff is one of those musicians whose 
success-studded record stands as proof of the fore- 
sight of his teachers in predicting it for this extraor- 
dinarily gifted student. Promise grew into product, 
and the self-sufficient young man, after making his 
mark abroad, returned to the United States to intensify 
his trilateral career of composer, pianist and lectur- 
er. Most fortunate for his native city of Philadelphia 
was his decision to accept a professorship at its Con- 
servatory of Music, which had indeed been one of the 
first institutions of learning to develop his insight into 
the world of music. Most recently, the title of Hon- 
orary Doctor of Music was conferred upon Mr. Nor- 
doff by the Combs College of Music in Philadelphia. 

Consider this telling remark made by one of the 
early twentieth century's distinguished singers, Milka 
Ternina, at a concert of his music in Yugoslavia: 
"This is the first modern music I have heard that 
makes me wish I were singing again!'' We do not hes- 
itate to add, in conclusion, that in Paul Nordoff's 
"Appalachian Dance", the perceptive young pianist will 
himself feel anurge tojoin the happy voice which sings 
over the subtle rhythm of this atmospheric piece. In 
eager expectation, we await further publication of his 
many tuneful pieces for the young which he has been 
working on, as well as his first opera. 


Robert Palmer 

Try to explain to a twelve-year-old in your most 
simplified and direct manner, the fundamental logic 
behind the ostensible chaos of modern rhythm, and 
you would be met withnothing but a patient gaze of be- 
wilderment. But introduce this same child to a piece 
as understated but loaded as "Evening Music" by Ro- 
bert Palmer, and you will see a perfectly normal re- 
action to a perfectly suitable selection for a pianist of 
that age. What makes this piece exciting is the sophis- 
tication of the rhythm, presented shrewdly at first in 
a familiar melodic setting, so that the pure pulse of 


Mr. Palmer 






Mr. Luening 


the mid-section comes as a happy, albeit prepared- 
for surprise. 

Robert Palmer, Professor of Composition at Cor- 
nell University, has lived in and long loved the world 
of music, from studying with Aaron Copland, to ful- 
filling commissions for the Koussevitsky, Fromm and 
Coolidge Foundations, through his teaching career 
which has included the Universities of Michigan and 
Illinois, as well as his present position. However, 
Mr. Palmer should be delighted with the result of his 
first effort geared at the intermediate level, for it in- 
dicates an untapped source of wealth in his own artis- 
tic nature, being a distinctive contribution to the list 
of 'best'’ works for the young student of the piano. 


Otto Luening 


Finding himself bored by the unchallenging pieces 
forced upon him, the little boy of six turned to his own 
resources and composed his own studies to keep his 
imagination alive. Such was the independent startof 
the auspicious career of Otto Luening, composer, 
teacher and lecturer. For those youngsters of today 
who find themselves ina similar predicament, but who 
lack the energy or talent to ameliorate it themselves, 
it is reassuring toknow that the soft-spoken professor 
has not forgotten them. ''Music is a many-splendoured 
thing, "says Mr. Luening, a thoughtful man often giv- 
en to philosophic comment, whose beguiling children's 
piece "'Gay Picture" introduces one of them--the con- 
cept of modes--to the youngster's ear while demand - 
ing agility of his fingers. 

"The child is never too young to begin tolearn mu- 
sical values,"' says this sympathetic teacher, "and it 
is the duty of the contemporary composer to put his 
own musical perception to the service of the child's 
imagination.'"' Thus does Mr. Luening deplore the pau- 
city of worthy literature for the beginning musician, 
and we heartily endorse his call to today's composers 
for development of this field rich in potential produc- 
tion and reward. 











Mr. Moore 


Douglas Moore 


The name of Douglas Moore needs no introduction. 
He is perhaps the finest example of a successful Ameri- 
can composer, whose talent has served him well from 
the tender song to the substantial opera. Yet this man 
of gentleness and sensitivity has not lost sight of the 
needs of the young student-musician of today, as his 
intriguing piece for the easy-intermediate level, ''Pre- 
lude"' makes evident. Here, the mere lack of an image- 
laden title indicates the composer's belief in the abi- 
lity of the naked beauty of sound to awaken the student's 
musical sensibility, bereft of a superficial story to 
make it live. Indeed, the identity peculiar to a piece 
of music on as simple a level as "Prelude" should be 
accessible to the child's fancy, so that he may make 
his image of the music his very own. 


Possessed of a highly cheerful as wellas a practi- 
cal nature, Mr. Moore believes that such an approach 
will lead the truly musical child to the sudden aware- 
ness, early in his career, that all the discipline and 
routine of years of labor are indeed bearing fruit. He 
will unexpectedly come to realize, for perhaps the first 
time in his life, that he is "making beautiful music" 
whose very reality needs no further justification for 
its existence. 


Darius Milhaud 


Arriving at "The Joys of Life" by the renowned 
Darius Milhaud, we are happy to speak about what is 
perhaps the most substantial contribution thus far to 
"the best of 1958'"'. A suite of six little tone-poems, 
it was suggested by the paintings of the early eight- 
eenth century French artist Watteau, whose scenes 
inspired the composer toportray his own canvasses in 
the refined and subtle style of the rococo period. You 
may recall that as a member of Paris' ''Les Six" -a 
project active in the 1920's - Milhaud was one of those 
who sought to promote a new musical aesthetic. Ex- 
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Mr. Porter 


periments toward this end led the musician to contri- 
bute to every conceivable field, from symphony, ora- 
torio and ballet, to incidental music for theater and 
cinema, It was the publisher of "Joys of Life", struck 
by Milhaud's distinctive musical language, who con- 
ceived the idea of getting the composer to produce 
something specifically designed tc sharpen the taste 
of the younger generation, while adhering to his own 
high standards. Symbolic of Milhaud's flexible and 
richly endowed talent, his keen interest in the idea re- 
sulted in this winning suite, which, while adding sig- 
nificantly to the piano literature for the young, has 
proven equally to be an accomplishment worthy of a 
composer of Milhaud's stature. 


Quincy Porter 


In its evocative sonorities, in its suggestions of 
mystery and unknown worlds, ''Day Dreams" by Quincy 
Porter deserves to be described as one of the more 
mature, if difficult, choices among the ''Best of 1958", 
and one that any teacher should be proud to have inthe 
repertoire of his pupils. 

"I think that children have a much better time over 
their music if they are given a varied diet. They have 
a much wider tolerance for music in different styles 
than most piano teachers seem to think.” That is one 
of his statements whose significance we feel should not 
be lost on our readers, for in it this eminent compo- 
ser lays emphasis on the very position of the PIANO 
QUARTERLY concerning the relationship music should 
have to children, from the outset. 

Now a professor at Yale, where as an undergradu- 
ate he studied composition with the inspiring Horatio 
Parker, another of whose former students is coinci- 
dentally cited inthis year's "Best" list, namely, Doug- 
las Moore) Quincy Porter continues tocompose in what 
has been, perhaps, his most fruitful period, in the 
place where his son - to whom "Day Dreams" was de- 
dicated - "grew up to be the pitch pipe of the Whiffen- 
poofs." 
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Mr. Fiala 


George Fiala 


"Lullaby", in its originality and singularity of 
style, is the product of a man whose musical back- 
ground has been internationally molded. George Jo- 
seph Fiala, a native of the Ukraine, travelled and 
studied - performing in recitals and partaking in fes- 
tivals and symposiums the while - throughout the Eu- 
ropean continent before attaining his present status. 
Since 1955, he has been a Canadian citizen. In Mon- 
treal, he has continued to expand his active professional 
career of organist, orchestra arranger, composer and 
composition teacher, building largely upon the rich ex- 
periences of his past whose contrasting principles and 
practices have made his own musical approach a flex- 
ible and inquisitive one. 

Representing the facility of his creative nature, 
"Lullaby'' was dedicated to the little daughter of an 
erstwhile host of Mr. Fiala in Belgium, but you may 
be sure that any little girl or boy will be pleased in 
rededicating it to his or her own audience. 


Marjorie MacKown 


Readers of THE PIANO QUARTERLY may recall 
the enlightening sketch of the musical family of Milli- 
cent McIntosh, President of Barnard College, in the 
preceding issue. To be a member of the Marjorie 
MacKown family is to be part of another actively mu- 
sical home, whose spirit has been greatly enriched by 
the long practice and love of the art. Married toa 
‘cellist, Mrs. MacKown has completed over thirty 
years of teaching piano at the Eastman school in Roch- 
ester; but her sparkling and restless imagination has 
not ceased its contributions of original and attractive 
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Mr. Rowley 


pieces for the young pianist, for the inspiration she had 
received from her own two daughters has not left her. 
The sweet nostalgia of 'The Queen's Minuet" reflects 
her own nature, and should prove irresistible to the 
advancing young pianist, and make him proud to per- 
form it. 


Alec Rowley 


It is with a sense of loss that we come to speak 
about the noted British composer-teacher, Alec Row- 
ley, who died just last year. For in him, the child- 
world of music had a devotee whose zeal drove him to 
master the technique over a period of many ambitious 
and fruitful years. This musician of achievement and 
honors, having thrice been awarded for excellence in 
composition and keyboard performance by his own 
Royal Academy of Music in London, had a quality of 
humanism in his philosophy of art, which caused him 
to declare, quite simply, "It must at all times be true 
music, if children so gifted are to be reached through 
the art; and only one who has a love for the young can 
reach their child-world." 

Ten years elapsed before Alec Rowley permitted 
himself a feeling of having satisfactorily met his ex- 
acting standards of the difficult art of composing for 
the young. Upon first contact with "Spring is Dancing, " 
your student will undoubtedly react by humming the 
tune right back to you, soeffective is the elusive charm 
of this simple but significant piece. 

In memory of.this conscientious artist, it seems 
fitting to observe that his was a career whose practice 
satisfied that highest of all standards, ''To thine own 
self be true." 








Mrs. Alt 


Hansi Alt 


"I feel that I am learning from children constantly, 
in being stimulated by their fresh viewpoint and origi- 
nal approach to life.'' With this belief as her approach 
to the serious business of composing, Hansi Alt gra- 
ciously accords her very young subjects with much of 
the credit for the success of her simple compositions. 
Have a lookat her imaginative ''My New Car" for very 
small hands, as an example of her response to an ac- 
tual but insignificant event. Eight-year-old David was 
thrilled with his father's new car and could not talk 
excitedly enough about it. With the help of Mrs. Alt, 


David will have the chance to "drive the car" himself 


at the piano! 

Teaching both privately and publicly now in Los 
Angeles, Mrs. Alt has benefited from the hands of in- 
spiring teachers at the Vienna Conservatory of Music 
in developing intoan accomplished teacher-composer, 
whose list of publications is varied and well-recognized. 
Although she contributes to the realm of serious music 
as well, she finds continuing pleasure in satisfying her 
desire to keep the repertoire of pianoteaching mater- 
ial abundant and of high quality. 


Everett Stevens 

Perhaps the most penetrating satisfaction a child 
can experience is that of seeing a grown-up observe his 
achievements with a sincere sense of admiration and 
pride. Imagine Johnny's joy at sitting down at the piano 
when Aunt Ellen asks him "'to play something", and to 
be able todash off not one, but three contrasting pieces, 
bound however by one idea. This important part of a 
child's music-world is something EverettStevens - as 
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Miss Miller 


well as another on this year's "Best" list, Darius Mil- 
haud - has not overlooked in composing his restrained 
but elegant "Set of Three," (Prelude, Saraband, Jig). 

Teacher and serious composer, Mr. Stevens has 
performed his own First Piano Concerto with the Na- 
tional Symphony Orchestra, but his many publications 
acclaimed on the educational level testify to his strong 
instinct for composition in that field. 

Those of you wha find Mr. Stevens’ talents worthy 
of pursuit will be delighted to hear of his forthcoming 
releases: a bookof transcriptions of famous marches, 
"On the March", to be published by J. Fischer & Bro. , 
and a four-hand duet with the same modal flavor as 
"Set of Three, "calleds'"Sugarloaf Mountain", printed 
by Elkan-Vogel. 


Lillian Miller 


Amid the repertoire devoted to glee clubs, church 
choirs and music for the young, the name of Lillian 
Anne Miller is certain to predominate. An accom- 
plished pianist as well as dedicated teacher, this am- 
bitious young woman is possessed of a true sense of 
responsibility toward the younger student of the piano. 
Transforming her energy into action is a delight for 
Miss Miller who, while participating in numerous mu- 
sic organizations, leads the life of a privately and pub- 
licly successful teacher. She is a further source of 
pride to her city and state of Newark, New Jersey, by 
dint of the recurrent citations of her compositions by 
the National Federation of Music Clubs, whichkeeps 
the musical public well aware of her. Your youngest 
student will eagerly respond to her charming "Funny 
Bunny", whose story and song will add enjoyment to 
the child's performance of the music itself. -—.J. B.S. 
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When this young lady was 9 years old, she was a 
student at the Moscow Conservatory. One time when 
she was ill and couldnot go tothe conservatory to take 
her piano lesson, her mother asked Mr. Safonoff, her 
teacher, what could be done, and he suggested that the 
conservatory's prize pupil, a 14-year-old, be sent to 
her house to give the lesson. When he arrivedshe was 
very embarrassed because the nature of her illness 
was a swollen jaw. Concerned for her nervousness 
and embarrassment, he took her on his knee and con- 
soled her after the lesson was over. 


This young lady eventually graduated from the 
Moscow Conservatory with the same gold medal that 
the prize pupil received. Eight days after her gradu- 
ation she married him. His name was Josef Lhevinne, 
and the young lady of the swollen jaw was Rosina. 
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ON LEARNING THE FIRST MOVEMENT OF 





BEETHOVEN'S SONATA IN E-FLAT, OPUS 31, NO. 3 








William S. Newman 
University of North Carolina 


VERY ONE of Beethoven's piano sonatas has a dis- 

tinctive character that permeates its texture, tech- 
nical problems, organization of ideas, and expressive 
import. If I were only allowed tosay that oneis "more 
unique" than another, I would give a special place in 
this regard to the Sonata in E-flat, Opus 31, No. 3. 
Composed in 1802, in Beethoven's thirty-second year, 
this sonata is one of those works by the great Classi- 
cist-on-the-threshold-of-Romanticism that already 
shows traits of an early neo-Classicism. In this sense 
it can be grouped with works like the Piano Sonata in 
G, Opus 79, the Eighth Symphony, and the String Quar- 
tet in F, Opus 135. Recall, for example, the thin tex- 
ture, the return to the Alberti bass, the absence of an 
adagio movement or any deeply expressive section, 
and the neatly standard designs. But neo-Classicism 
includes some sophistications, too, whether straight 
or tongue-in-cheek. More than 25 years of living with 
E-flat Sonata in recitals, in teaching, and in a recent 
recording for Educo have enamored me increasingly 
withits particular charms--its good humor, pertness, 
economy of scoring, deft figures, and pointed rhythms. 


Learning this piece, as withany masterwork, must 
start with the right--or at least a right--edition. The 
kind of careful, intelligent edition that has at last been 
provided for Mozart's piano sonatas by Nathan Broder 
(Theodore Presser); see the PQ XVI, p. 21ff.) has yet 
tobe provided for Beethoven's. Inthe meantime I pre- 
fer Tovey's edition (Associated Board) as the most 
honest and sensible of the more recent editions. Fur- 
thermore, Tovey's lively comments that preface each 
sonata, including the one now in question, offer manya 
useful pointer for the student. 


The question of the best tempo must get high pri- 
ority, since’the choice will profoundly affect the char- 
acter of the music as wellas many of the technical and 
stylistic details yet to be decided. Certainly, in spite 
of the significant ritardandos that Beethoven prescribes 
at each recurrence of the main theme, only one tempo 
should prevail in the movement as a whole, notfaster 
tempos for the second theme and other places as were 
indicated in the old Bulow-Lebert edition, Consequently, 
the upper limit for this one tempo can be taken from the 
measures that are most likely to restrict it on techni- 
cal grounds. Among such measures are 53 and 177 
(Ex. 1), in whichthe beats must not be slowed, although 











the extra notes may be crowded in more evenly than 
the inadequate notation can show; also, 65-71 and 193- 
201. in which each trill and its suffix can hardly be 
donein less than seven notes, beginning on the main 
note (Ex.2). With these and similar problems in mind, 
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I have found the most satisfactory tempo to be about 
126 per quarter-note on the metronome. 


The initial idea, which is as hard to play with mu- 
sical conviction as anything else in the movement, 
tends to limit the tempo, too. Anything faster than 126 
precludes an earnest quality that seems essential to 
this idea. On the other hand, it must not be taken 
slower--for example, as though it begins the ritard- 
ando thatis inscribed in measure 3. Inotherwords, the 
movement does not begin with a ritardando in the way 
Beethoven's Fifth Symphony does. Rather, the initial 
idea announces the prevailing tempo which then be- 
comes the point of reterence tor the ritardando that 
follows. The sense of the idea is helped at each re- 
currence by thinking of the slur as covering all three 
notes, by playing the 16th-note exactly in its time spot 
yet giving it full melodic value, by holding the final 
note (second beat) right up to the third beat, and by 
progressing dynamically from strong to weak (Ex. 3). 
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With regard to the ritardando itself at its several 
recurrences (Ex.4), one can only hope for that essen- 
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tial but indefinable judgment on the student's part that 
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guides every mature musician. The usual tendency is 
to do too much too soon with it. The fermata in which 
it culminates may be thought of simply as three full 
beats of the ritardando at its graduated maximum. 
The second theme, from measure 46 (Ex. 5), is a 
fine example of the Classic "singing-allegro" style, 
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with its songful melodic line over a neatly articulated. 
presumably non-legato Alberti bass. Project the melo- 
dic line by carefully subduing the bass, and strive for 
a simple, broad contour in each of the clearly defined 
phrases. To a large extent the rise and fall of the line 
can determine that contour. Within the phrases the 
two-note slurs mark appoggiaturas, each of which 
moves from strong to weak. 

Beethoven's dynamic markings are complete and 
precise in this movement. There are brilliant, forte 
passages, as well as delicate, piano passages. But 
the total effect must be light and airy, never ponder- 
ous and stodgy. Lightness, ofcourse, is mostly a mat- 
ter of a clean technique, sufficient air spaces between 
figures and phrases, accurate pedaling, crisp stacca- 
tos where indicated, and a good balance between melo- 
dy and accompaniment. But it also depends on a judi- 
cious limit to the volume at its greatest intensity. In 
any case, remember that the original text never goes 
beyond the extremes of p and f. 

It is not easy to bring this piece to a high degree 
of polish and fluency, which fact merely recalls the 
more general truism that there is no such thing as an 
easy Beethoven sonata. Some of the main technical 
problems may be noted here. Efficient liand action at 
the wrist joint, with no collapse in the fingers or inthe 
forearm's support. is a prerequisite if sufficiently 
crisp staccatos are to be achieved in measures 26 
(Ex. 6), 28-32, 8-9, and similar places. The repeated 
¥ b 
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8th-notes in the left hand of measures 17-24, 100-108, 
and like places may safely be assumed to call for the 
sharpest staccato, too, in the manner of Classic alle- 
gro music. But since the left hand is now kept from 
entirely leaving the keyboard by the longer tones it 
must also play (Ex. 7), these staccatos become still 
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harder to do crisply. The chief means is finger action 
implemented by forearm rotation. 

The use of the full arm as a single unit occurs of- 
ten in this movement as a means of initiating slurg, 
especially the many two-note slurs that derive from 
the initial idea. When one hand has the repeated stac- 
cato 8th-notes and the other has these two-note slurs 
to do, as during much of the development section (Ex. 
8). then the rather fussy problem arises of coordina-~ 
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ting two very different touches. 


Yet. without mastery 
of this coordination the clever rhythmic pattern that 
results is not likely to come through either accurately 
or clearly. 


The seven-note ‘trills already noted in the closing 
sections of the exposition and recapitulation are not 
the only trills that pose problems in this movement. 
There are the two in measures 22 and 23 (Ex. 9). which 
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I prefer to do with 4-3 fingering, starting onthe upper 
note and in six notes including suffix. And thereis the 
long trill in measures 78-81 (starting on the main 
note), which needs to be one of those rapid. flawless 
oscillations that we all envy in the most skilled artists. 
The contradictory hand staccato in the left hand during 
this trill hardly makes the goal any easier to attain 
(Ex. 10). 
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BEETHOVEN Continued 


Numerous opportunities arise to divide passages 
between the hands. Often this convenience only defeats 
the desired smoothness. But it works well in meas- 
ures 72-74 and 202-205 if the hands alternate every 
quarter note (Ex. 11). Each resourceful student will 








discover such possibilities according tohis own tastes 
and technical styles while he lays the groundwork for 
his practice by working out a careful fingering. Ex- 
ample 12 shows a portion of the surprisingly tricky 
coda as it has seemed easiest for me to play it. 
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All in all, this movement presents a real challenge 
to all performers. Anyone who wants to free himself 
sufficiently to introduce all the necessary inflections. 
subtleties, and nuances and to make the piece sound 
as though it is lightly tossed off will have to give it 
much thought and practice. But how rewarding the ef- 
fort is in this work! 











miterial, but unfortunately, none of them does it as 
well as the three composers already mentioned. Nina 
Perry in her set "Through the Kaleidoscope" follows 
Miss Dvorkin's procedure, but with only moderate suc- 
cess, since she relies more on the clichés associated 
with a particular type of music than on the aspects 
that make one folk form really different from another. 
Her "Russian Serenade", for example, uses the major 
mode with a lowered sixth step; an harmonic device 
associated with Rimsky-Korsakoff or Moussorgsky, 
but the melody she makes up to fit that harmonic pro- 
cedure sounds rather more like the polka from "Schwan- 
da, der Dudelsackpfeiffer" than anything else. 

And William Fichandler follows more or less the 
same pattern in some of his "Ten Polytonal Composi- 


tions." The music is all right, and not quite sodirectly 
imitative as Nina Perry's, but one might quarrel with 
Mr. Fichandler's use of the term polytonal. The mu- 
sic is explained in elaborate detail from the point of 
view that the right hand expresses one tonality, and the 
left another, but in a texture as simple as the one the 
composer has chosen, it remains a moot point as to 
whether or not one actually hears two tonalities. 


Flor Peeters' "Ten Bagatelles'' also contains a 
few nods in the direction of folk material. and they are 
none of them of startling originality. But they are very 
professional, very well made, and musically sound. 
That counts for more than a little these days, and the 
set is not to be overlooked. The fact remains that Mr. 
Peeters is more successful in his avowedly original 
compositions than he is in those that rely more onas- 
sociation for a raison d'etre. 


When we come to the early advanced level, we find 
two groups of compositions that make the most noble 
attempt of all: that of absorbing folk material so com- 
pletely that incomposing a piece the personality of the 
composer takes on a national color while remaining 
completely independent of superficial mannerisms and 
devices that anyone might imitate; in other words, to 
accomplish what Bartok achieved so remarkably, not 
only in his Concerto for Orchestra, which deliberately 
makes use of folk songs and instruments, but in his 
last three string quartets, and the Music for Strings, 
Percussion and Celesta, in which it is almost impos- 
sible to say what is folk material and what is Bartok, 
so closely interwoven have the two become in the com- 
poser's uniquely personal musical idiom. 


RobertStarer's "Nofiah, Gadya, Mahol" (miscalled 
Three Easy Pieces for Piano--they are not so easy) is 
a success. Sabin V. Dragoi's ''Little Suite of Rouman- 
ian Folk Dances--In Memory of Bela Bartok" is not. 

There is nothing wrong with the original material 
Mr. Dragoi has chosen: it is no doubt authentic, and 
the melodies and rhythms have a definite charm. But 
the arranger has fallen into the most obvious of traps. 
Starting out with the laudable aim of letting the origi- 
nal melodies speak for themselves, the composer has 
introduced not only vulgar, but incorrect harmonies 
into the left hand. There is no doubt that these pieces 
are meant as an ''Homage & Bela Bartok", but homage 
should not be imitation. Ravel's 'Tombeau de Coup- 
erin" is not a rewrite of Couperin, but an original ut- 
terance in the composer's own language, casually 
couched in the outward forms of another era. It ap- 
pears that Mr. Dragoi has attempted to imitate the 
fresh and occasionally startling dissonant settings of 
folk music that Bartok made, but his ear is not Bar- 
tok's, and he often chooses an unsuccessful harmony 
that is dissonant, all right, but not convincingly so. 
Dragoi is trying to make the same gestures; but his 
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harmonic physique, so to speak, is not the same, and 
the gestures are false. 

Robert Starer, on the other hand, has produced a 
set of pieces that arenot only evocative of Israeli mu- 
sic, but that are personal as well. It is Starer's music 
we hear, as it was Bartok's; not pale imitations ona 
superficial level of nationalistic mannerisms. There 
is little to criticize, and much to praise. These pieces 
are most emphatically called to your attention. 


Though we have discussed only the folk and folk- 
like pieces recommended this quarter, we would like to 
draw your attention to a couple of other challenging 
compositions on the list: the two Improvisations by 
Francis Poulenc make very good additions to the rep- 
ertoire of afairly advancedstudent. They are chroma- 
tically complex, but tonally very clear; their material 
is attractive, and, as usual with Poulenc, marvellously 
well conceived for the piano. 


Alice in Wonderland (Continued from page 17) 


the return to section A (measure 21) the Queenis fairly 
shrieking, anoctave higher than when she started, "Off 
with his head!'"' Keep the intensity and sharp rhythm 
through the short ending section. The queen is her- 
self until the very end where in the story you remem- 
ber Alice tosses all the cards in the air and wakes up. 
A quite long pause before starting the last piece will 
not only set off the drama of the trial scene but will 
help establish the quiet mood of the waking-up music. 
e Alice Wakens 

("Oh, I've had such a curious dream.") 

This piece is written ina free form which is givenun- 
ity by the theme of Alice's awakening. 





i 
We are back in the key of the falling asleep piece, E 
major. The ascending scale figure is reminiscent of 
the second theme of the first piece. This thematic ma- 
terial appears five times (measures 1, 8, 15, 23, 30). 
These appearances are interrupted by the themes of 
the Dormouse, the White Rabbit, the Lobster Quadrille, 
the Queen of Hearts, and Father William. If you will 
first play in order the various appearances of the 
awakening theme you will see how the composer has 
used the devices of deceptive cadence and unresolved 
dominants to produce continuity and charming key 
changes in true kaleidoscopic style. This theme itself 
is delightfully evocative of aslow happy waking up mood 
when dreams are still fresh. Alice tells her sister 
about the strange and curiously lovable creatures she 
has met in her dream. Be ready for quick changes in 
mood and tempo as each character-theme makes its 
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From measure 43 Alice's awaken- 


brief appearance. 
ing theme takes over for the lovely closing section. 
The soft chime-like chords introduced at measure 47 
suggest the dropping of a curtain when the delightful 
play is ended. Bur avnvsnervnnsveseecccnvssvorescnnnnsscssenntanssécronsneannenvece : 





alittle slower oy ; 


] Peoery gently 





_. " * Loo. — 


The lowered seventh gives an unexpected note of poig- 
nancy. Alice is safely back in her own land but the 
music lets us know she is still filled with wonder at 
what she has seen. 
Margaret TOLSON, who is head of the piano de- 
partment of The Madeira School in Washington, D.C. , 
is already known to our readers through her excellent 
article on Ernst Bacon's 'Maple-Sugaring" in the 24th 
issuc of this QUARTE 











(Continued from page 4) 

@ FOUR HANDS 

Fritz EMONTS, arr. Vierhandiges Spielbuch fur den 
ersten Anfang; first piano duets. Edition Schott 4793. 
(AMP, agent), $1.75. 

Helen I. EZELL. We Two; for beginning piano stud- 
ents. Boston, 80 cents. 

Edvard GRIEG. Nocturne (from Lyric Pieces, Book V); 
arranged for two pianos by Ethel Bartlett and Rae 


Robertson. Oxford, $2.00. 
Robert MUCZYNSKI. American Songs; arranged for 
piano. AMP, $1. 25. 


Hubert du PJ ESSIS. Prelude, Fugue and Postlude for 
piano duet, op. 17. Novello (Gray, agent), $2.00. 
Philip WARNER, arr. Pop, goes the Weasel; two 
pianos. four hands, Summy, $1.59 (set of 2). 

June WEYBRIGHT. Braziliana; two pianos, four hands. 
Belwin, 40 cents. 

Margaret WIGHAM. Concerto for 2 pianos. Row, $3. 


¢ REPRINTS 

DUNCOMBE: Sonatina (ed. Rowley) & DUNHILL: By the 
Shaded Pool; Festival groups for piano selected by 
Arthur Benjamin. Boosey & Hawkes, 60 cents. 

HOOK: Menuet (ed. Rowley) & FARJEON: Prelude; 
Festival groups for piano selected by Arthur Benja- 
min. Boosey & Hawkes, 60 cents. 

Henry LITOLFF. Scherzo concerto; an adaptation of 
the Scherzo from Concerto Symphonique No. 4; arr. 
for piano solo by Frederic Curzon. Boosey. 85 cents. 

TAGLIAPIETRA. Antologia di musica antica e mod- 
erna. Vols. land II. Ricordi, $3 each volume. 
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BOOKS 


December 1958, January, February, 1959 


CARPENTER, NAN COOKE. Music in the medieval 
and Renaissance universities. 407p. O 58-11604 Nor- 
man, Univ. of Okla. Press 6.00 
Intended to point out the sources of the tradition of 
emphasizing music in higher education in the present day 
by reviewing the place music had in the medieval and 
Renaissance universities of France, England, Italy, Germany, 
Spain, Poland, Sweden, Greece, and Switzerland. The 
author is professor of English at Montana State University. 


CAZDEN, NORMAN, ed. The Abelard folk song book; 
more than one hundred and one ballads to sing; ed. and 
arranged by Norman Cazden; il. by Abner Graboff. 
131p. (2p. bibl.) il. (pt. col.) Q 58-1011 N.Y., Abe- 
lard-Schuman 5.00 

A singable collection of folk songs and ballads assembled in 

the Catskill Mountain area of New York State but, many 

of them, variants of music traditional in other parts of the 


United States. In large-size format, to fit on a piano rack. 
Accompaniments are for piano or guitar. 


CECILIA, SISTER. [originally Cecilia Agnes Barath] 
and others. We sing and blend; il. by Beryl Jones and 
others. 178p. il. (col.) O (We sing and praise; music 
ser. for Catholic schools, gr. 5) Boston, Ginn 2.28 
Words and music for young Catholic singers celebrating 


the seasons of Advent, Christmastide, Lent, Passiontide, 
Eastertide, and Pentecost. 


CROSS, MILTON JOHN, ed. Milton Cross' favorite 
areas from the great operas; piano arrangements by 
Alexander Steinert: translations by Chester Kallman; 
annotated by Henry W. Simon, il. by Polly Bolian. 
299p. il. (col.) Q M58-1021 Garden City, N. Y. , Dou- 
bleday bds., 7.50 

These 50 arias and duets from 34 of the most popular operas 

in the modern repertoire have been arranged for the range 

and skill of the average voice. With simplified piano arrange- 

ments, new English translations (original lyrics included), 


and a brief explanation of each aria’s relationship to the 
opera itself. 


FEATHER, LEONARD GEOFFREY. The new year- 
book of jazz; introd. by John Hammond. 186p. (bibl. ) 
il. O 55-10774 N.Y., Horizon Press bds., 4.95 


This volume, third in a series, covers the development 
of jazz during 1957 and 1958. Special attention is given 
to the contributions to jazz from English, French, Swedish, 
and German musicians, a discussion of the relationship 
between jazz and classical music and jazz and other art 
forms, and a history of the influence of the phonograph in 
preserving jazz. 


MILLER, HUGH M. Introduction to music. 260p. (bibl.) 
il. D (Coll. outline ser.) 58-59549 N. Y., Barnes & 
Noble pap., 1.50 


MITCHELL, DONALD. Gustav Mahler; the early years. 
293p. (37p. bibl. notes) il. ON. Y., Macmillan 8.50 
A biography and a study of the composer’s works from 


1860-1880, and including the ‘Lieder eines fahrenden Ge- 
sellen.”” 


MORSE, JIM, comp. Folk songs of the Caribbean; 
introd. by Tom Glazer; preface by Lord Burgess; il. 
by Lee Gregor. 233p. S (Bantam fifty F1788) 58-8494 
N. Y., Bantam Bks. _ pap., .50 

Love songs, work songs, lullabies, ‘ballads, calypsos and 


game songs of almost every country and island of the 
Caribbean. With guitar chords accompanying each melody. 


ROSENTHAL, HAROLD. Two centuries of opera at 
Covent Garden; foreword by the Earl of Harewood, 
863p. (2p. bibl.) il. ON. Y., W. S. Heinman 17.50 
A history of opera at Covent Garden over the past two 
hundred years. Singers, conductors, and trends in opera 
are discussed and a _ season-by-season analysis of the 


operas given each season since 1847 is featured. With 
numerous photographs of past and contemporary artists. 


SILVERMAN, JERRY. Folk blues; one hunired and ten 
American folk blues comp., ed., and arranged for 
voice, piano, and guitar by Jerry Silverman; with a 
chart of basic guitar chord fingering patterns and a full 
bibliography and discography. 297p. (bibl.) Q 58-9322 
N. Y. , Macmillan bds., 6.95 


Words and music, for piano and guitar, of 110 folk blues 
which are a representative sampling of blues songs. Such 


familiar songs as “The Midnight Special,” ‘New York 
Town,” “Titanic,” ‘Every Night When the Sun Goes 
Down,”’ and “Talking Sailor’’ are included. 


STAUFFER, J. MARK, ed. Our hymns of praise; il. 
by Esther Rose Graber. 166p. il. (pt. col.) sq. D 
Scottsdale, Pa., Herald Press 2.50 


Sacred songs intended for use in Christian day schools, 
summer Bible schools and Sunday schools. For children 6-11. 


TERRY, CHARLES SANFORD. Bach's orchestra [re- 
issue]. 270p. il. O N. Y., Oxford 7.00 


THOMPSON, HAROLD W. and CUTTING, EDITH, eds. 

A pionzer songster; texts from the Stevens-Douglass 

manuscript of western New York 1841-1856. 225p. (6p. 

bibl.) O Ithaca, N. Y., Cornell Univ Press 3.50 
Lyrics of early folk songs and ballads of the British Isles, 


the United States and English sources. Taken from 19th 
century manuscripts used by settlers in New York State. 


WOODHOUSE, FREDERICK. The art and theory of 
music; an introduction for students, teachers and lis- 
teners; forewora by Sir Steuart Wilson. 140p. ON.Y., 
Pitman’ bds., 4.50 

Surveys the elements of music, scales and modes, harmony, 

form, the orchestra, how music is written and other general 


factors. Intended primarily for the amateur musician and the 
music lover. 
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iano Recordings 


December 1958, January, February, 1959 


Record reviews may be found in the Saturday Review of Literature 
and many music magazines. Reviews are indexed inthe Music 
Library Association's Notes 


BALAKIREV 


Islamey 
Cziffra (piano) * Tchaikovsky: Conc. #1 
12” Angel 35612 


ca pg 


Bagatelles (7), 0 
Matthews | Road 2 Bagatelles 
Banhaimi (piano) . Bagatelles 
Bagatelles (11), Op. 119 
Matthews (piano) * Bagatelles 
Banhaimi (piano) * Bagatelles 
Bagatelles (6), Op. 12 
Matthews (piano) * Bagatelles 12” Vang. 1033 
Banhaimi (piano) * Bagatelles 12” Vox 10680 


Concerto No. 3 in C Minor for Piano, Op. 37 

Badura-Skoda, Vienna State Opera Orch. (Scherchen) 
12” we XWN-18799 

Sonata No. 2 in A ee. Op. 2, No. 
Gieseking * Son 

Sonata No. A in c ‘Maier, Op. 2, No. 
Gieseking * Son. #2 

Sonata No. 4 in E ‘Fiat Major, Op. 
Gieseking * Son. #5, 6 

Sonata No. 5 in C Minor, Naat 10, No. 
Gieseking * Son. #4 

Sonata No. & in F Major, op. 10, No. 
Gieseking * Son. #4. 

Variations (6) in F Major, ie 34 
Matthews (piano) * Var 12” Vang. 1032 

Variations (15) in E Flat Major, Op. * sroies 
Matthews (piano) * Var. ” Vang. 1032 

Variations (32) in C Minor 
Matthews (piano) * Var. 12” Vang. 1032 


12” Vang. 1033 
12” Vox 10680 


12” Vang. 1033 
12” Vox 10680 


22" Angel 35654 
Mr Angel 35654 
"12" Angel 35655 
iz" Angel 35655 
ia" Angel 35655 


BERG 


Sonata for Piano, Op. 1 
Gould * Krenek: Son. 3; Schoenberg: Piano Pieces 
12” Col. ML-5336 


BRAHMS 


Capriccios. Op. 116 
Demus (piano) *% Intermezzi; Rhap. 
12” West. XWN-18802 


Concerto No. 1 in D Minor for Piano, Op. 15 
Graffman, Boston Symph. Orch. (Munch) 
12” Vict. LM-2274 
Intermezzi, Op. 116 
Demus (piano) * Intermezzi; Rhap.; Capriccios 
12” West. XWN-18802 
Intermezzi, Op. 117 


Anda (piano) * Son. #3 12” Angel 35626 
Demus (piano) * Intermezzi; Rhap.; Capriccios 
12” West. XWN-18802 
Quartet No. 1 in G Minor (Piano), Op. 25 
Demus, Barylli Quartet Members 
= 47 XWN-18773 
Quartet No. 3 in C Minor (Piano), Op. 60 
Demus, Barylli Quartet Members 
12” West. XWN-18774 
Rhapsodies, Op. 79 
Demus (piano) * Intermezzi; Bina ios 
’ West. XWN-18802 
Scherzo in E Flat Minor, Op. \. 
Kempff (piano) * Son. #3 
Sonata No. 3 in F Minor for Piano, Op. 
Kempff * Scherzo 
Anda * Intermezzi 


Ma" Decca 9992 


Ted Decca 9992 
12” Angel 35626 


CHOPIN 
Etudes, Op. 10 and Op. 25 a 
Badura-Skoda 12” West. XWN-18811 


Fantasie in F Minor, Op. 49 
Boukoff (piano) * Scherzos 
Nocturnes 
Hambro (piano) 


12” West. XWN-18781 
12” Kapp 9016 
Polona‘ses 


Boukoff (piano)—Nos. 1-7 12” West. XWN-18779 
Boukoff (piano)—Nos. 8-16 12” West. XWN-18780 


28 


Preludes, Op. 28 

Lympany (piano) 

Novaes (piano) * Son. #2 
Scherzos Nos. 1-4 (complete) 7 

Boukoff (piano) * Fant. 12” West. XWN-18781 
Sonata No. 2 in B Flat Minor for 7, Op. 35 

Novaes * Preludes ’ Vox 10940 
Sonata No. 3 in B Minor for Piano, a 58 

Regules * Liszt: Son. 12” Counterooint 570 


GERSHWIN 


Rhapsody in Blue 
Shefter (piano), Warner Bros. Orch. (Heindorf) 
* Amer. in Paris 12” Warner B-1243 


HAYDN 


Sonata No. 13 in E gal 
Balsam * Son. #20, 
= No. 20 in C Minor 

Balsam * Son. #13, 23, 42, 46 12” Washington 431 
Sonata No. 23 in F Major 
Balsam * Son. #13, 20, 42, 46 12” Washington 431 
Sonata No. 42 in DB Major 
Balsam * Son. #13, 20, 23, 46 12” Washington 431 
Sonata No. 46 inA "Flat Major 
Balsam * Son. #13, 20, 23, 42 12” Washington 431 


KRENEK 


Senata No. 3 for Piano, Op. 94, No. 4 
Gould * Berg: Son.; a> Piano Pieces 
12” 


Col. ML-5336 
LIS ZT 


Concerto No. 1 in E Flat Major 
Gilels, Nat'l Phil. Orch. (Kondrashin) 
% Rachmaninoff: Conc. #1 12” Bruno 14025 
Czardas Macabre 
Brendel (piano) #* Lugubre Gondola; Mephisto; 
Malédiction; Unstern; Totentanz 12” Vox 11030 
La Lugubre Gondola 
Brendel (piano) * Czardas; ees aa 
Unstern; Totentanz x 11030 
Malédiction 
Brendel (piano), Vienna Symph. Orch. (Gielen) 
% Totentanz; Czardas; Mephisto; Lugubre 
Gondola; Unstern 12” Vox 11030 
Mephisto Waltz 
Brendel (piano) # Czardas; Lugubre Gondola; 
Malédiction; Unstern; Totentanz 12” Vox 11030 
Browning (piano) * Debut 12” Cap. P-8464 


Sonata in B Minor for Piano 

Regules * Chopin: Son. #3 12” Counterpoint 570 
Totentanz 

Brendel (piano), Vienna Symph. Orch. (Gielen) 

%* Czardas; Mephisto; Lugubre Gondola; 

: Malédiction; Unstern 12” Vox 11030 
instern 

Brendel (piano) * Czardas; Mephisto; Lugubre 

Gondola; Malédiction; Totentanz 12” Vox 11030 


MILHAUD 


Le Carnaval d’Aix for Piano & Orch. 
Johannesen, Philharmonia Orch. (Tzipine) 
%* St.-Saéns: Conc. #4 12” EMI-Cap. G-7151 


MOZART 


Concerto No. 7 in F Major for 2 Pianos, K. 242 
Vronsky, -_ London wae Players (Blech) 
* Con io ” EMI-Cap. G-7152 
Concerto No. "40 in E Flat Major a 2 Pianes, K. 365 
Vronsky, Babin, London Mozart hts hy (Blech) 
%* Conc. I-Cap. G-7152 
Concerto Ne. 19 in F Major for pth K. 459 
Haebler, Vienna Symph. Orch. (Melles) * Conc. 


#20 ” Vox 11010 
Concerto No. 20 in D Minor for Piano, K. ase 
Haebler, Vienna Symph. Orch. (Melles) * Conc. 
#19 12” Vox 11010 


12” EMI-Cap. G-7145 
12” Vox 10940 


, 42, 46 12” Washington 431 


Sonata No. 15 in C Major, K. 545 
Marlowe (harpsichord) * Recital 12” Decca 10001 


Sonata No. 1 in G Major for —_ 4 be oy K. 357 
Haebler, Hoffmann * Son. #2, 3; K. 19d 
12” Vox DL-432-1 


Sonata No. 2 in B Fiat Major for ey 4 Hands, K. 358 
Haebler, Hoffmann * Son. #1, 3; 19d 
ian Vox DL-432-1 
Sonata No. 3 in D Major for Piano 4 —_ K. 381 
Haebler, Hoffmann * Son. #1, 2; K. 19d 
12” Vox DL-432-1 
Sonata No. 4 in F Major for Piano 4 Hands, K. 497 
Badura-Skoda, Demus * Son. #5 
12” West. XWN-18811 


Sonata No. 5 in C Major for Piano 4 Hands, K. 521 
Badura-Skoda, Demus * Son. #4 
12” West. XWN-18811 
Sonata in C Major for Piano 4 Hands, K. 19d 
Haehler. Hoffmann * Son. #1, 2, 3 12” Vox DL-432-1 


MUC ZYNSKI 


Concerto No. 1 for Piano & Orch. 
Muczynski, Louisville Orch. (Whitney) # Shapero: 
Credo; Orrego-Salas: Ser. 12” ist Edition 56-5 


RACHMANINOFF 


Concerto No. 3 in D Minor for Piano, Op. 30 
Janis, Boston Symph. Orch. (Munch) 


12” Vict. LM-2237 
RIEGGER 


Variations for Piano & Orc’! 
Owen, Louisville Orch. inte) * Toch: Notturno; 
Mennin: Symph. #6 ” Ist Edition 545-3 


SAINT-SAENS 


Concerto No. 4 in C Minor for Piano — 
Johannesen, Philharmonia Orch. (Tzipine) 
% Milhaud: Carnaval d’Aix 12” EMI -Cap. G-7151 


nesting email 


Piano Pieces, Op. 
Gould * Krenek: -. #3; Berg: 


12" Col. ML-5336 
SCHUBERT 


Impromptus, Op. 90 & Op. 142 (complete) 

Demus (piano) 12” Decca 10005 
Impromptus, Op. 142 

Browning + No. 3 ® Debut 12” Cap. P-8464 
Kiavierstucke (3) 

Demus (piano) * Moments 12” Decca 10004 
Moments Musicaux, Op. 

Demus (piano) * Klavierstiicke 12” Decca 10004 


TCHAIKOVSKY 


Concerto No. 1 in B Flat Minor for Piano, Op. 23 
Cziffra, Radiodiffusion Francaise Orch. (Dervaux) 
* Balakirev: Islamey 12” Angel 35612 
The Nutcracker (excerpts) 
Philharmonia Orch. (Kurtz) 12” EMI-Cap. G-7149 
12” Col. ML-5332 


Symphony No. 4 in F Minor, Op. 36 
N. Y. Phil. (Bernstein) 
STEREO RECORDS 
ADDINSELL 
Warsaw Concerto 
Pennaric (piano), Hollywood Bow! Symph. Orch. 


(Dr. on) #® Conc. Under the Stars 
12” Cap. SP-8326 


BACH 
Chromatic Fantasy & Fugue in D Minor, BWV 903 
Slenczynska (piano) * 25th Anniv. Program 


12” Decca 710000 
BATH 


Cornish Rhapsody 
Pennario (piano), Hollywood Bowl me. Orch. 
(Dragon) * Conc, Under the Star: 
” Cap. SP-8326 


BEETHOVEN 


—— (6), Op. 126 

Matthews piese) Fd Bagatelles 12” Vang. VSD-2018 
— (7), Op. 

Matthews i On * aaa 12” Vang. VSD-2518 
= (11), 0 

Matthews (plans) x Bagatelles 12” Vung. VSD-2018 
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Concerto No. 4 in G Symon. Perle) Op. 58 
ber, m erlea 
ee eee ee ig” Vax. STPL-510640 


Variations (6) in F a. > 34 


Matthews (piano) * 12” Vang. VSD- -2017 
Variations 15) in E Flat “Major, Op. 35 [‘‘Eroica’’) 
Matthews wwe 12” Vang. VSD-2017 
tions (32) in inor 
wes iene) * Var. 12” Vang. VSD-2017 


Concerto No. 1 in D Minor for Piano, Op. 15 
Graffman, Boston Symph. Orch. (Mun ch) 


12” Vict. LSC-2274 
CHAUSSON 


Quartet in A Major for Piano & Strings, Op. 30 
Previn, Roth Quartet Members 12” Stereo S-7014 


CHOPIN 


Barcarolle in F Sharp Major, Op. 60 

Reisenberg (piano) * Misc. 12” ag 3 — 14055 
Fantaisie Impromptu in C Sharp Minor, 

Lewenthal (piano) * Misc. 12” Wes t WS: 14055 
Misc. Piano Music 

Badura-Skoda, Boukoff. etc. 12” West. WST-14055 
Polonaises 

Boukoff (piano)—Nos. 3, 6 * Misc. 


12” West. WST-14055 
DOHNANYI 


Concerto No. 2 in B Minor for Piano, Op. 42 
Dohnanyi, Royal Phil. Orch. (Boult) # Var. 
12” Angel S-35538 
Variations on a Nursery Song for Piano & Orch., Op. 25 
Dohnanyi, Royal Phil. Orch. (Boult) * Conc. 
12” 


Angel $- Hoa 
FALLA 


Concerto fur Harosichord 
Veyron-Lacroix, Spanish Nat'l a Argenta) 
%* Master Peter ” Lond. CS-6028 


GERSHWIN 


Rhapsody in Blu 
Shefter (piano), Warner Bros. Orch. (Heindorf) 


% Amer. in Paris 12” Warner BS-1243 
HAYDN 
Music for Piano 
Backhaus 12” Lond. CS-6060 
LISZT 


Liebestraum No. 3 in A Flat Major 
Pennario (piano), Hollywood Bowl Symph. Orch. 
(Dragon) * Conc. Under the Stars 
12” Cap. SP-8326 


Malédiction 
Brendel (piano), Vienna Symph. (Gielen) 
%*_Totentanz 12” Vox STPL-11030 
Totentanz 
Brendel! (piano), Vienna Symph. By 
* Malédiction ” Vox STPL-11030 
LITOLFF 


Concerto Symphonique No. 4 (Scherzo) 
Pennario (piano), Hollywood Bow! Symph. Orch. 
(Dragon) #% Conc. Under the Stars 


12” Cap. SP-8326 
MENDELSS = 


Rondo Canriccioso, Op. 1 
Slenczynska (piano) * Ssth Anniv. oe 


Decca 710000 
RACHMANINOFF 


Concerto No. 1 in F Sharp Minor, Op. 1 : 
Katin, London Phil. Orch. (Boult) * Tchaikovsky: 
Concert Fant. 12” Lond. CS-6055 
Prelude in C Sharp Minor, Op. 3, No. 2 
Slenczynska (piano) #* 25th Anniv. Progra 
Decca, 710000 
Pennario (piano), Hollywood Bow! Symph. Orch. 
(Dragon) # Conc. Under the Stars 


12” Cap. SP-8326 
ROUSSEL 


Concerto for Piano, Op. 36 
Helffter, Cento Soli Orch. (Baudo) * Spider’s Feast 
/ 


12” Omega 15 
SCHUBERT 
Impromptus, Op. 90 & Op. 142 
Demus (piano) 12” Decca 710005 
Klavierstiicke (3) 
Dernus (piano) # Moments Musicaux 
12” Decca 710004 
Moments Musicaux, Op. 94 
Demus (piano) * Klavierstiicke 12” Decca 710004 


TCHAIKOVSKY 
Concert Fantasy for Piano & Orch., Ov. 56 
Katin, London Phil. Orch. (Boult) # Rachmaninoff: 
Conc. +1 12” Lond. CS-6055 














ROLLIE McKENNA 


Martha Calnan 


A Recital-Discussion 
of 


OUTSTANDING NEW 


PIANO TEACHING 
LITERATURE 


1959-60 SEASON 
MUSIC CLUBS - TEACHER FORUMS 
PARENT-TEACHER GROUPS 


For information write 
Piano TEACHERS INFORMATION SERVICE 
88 Morningside Drive « New York 27, N. Y. 
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SOO OO GS DPD I LS ney: 
1877 - 1959 \ 


y 
THE PHILADELPHIA 
CONSERVATORY OF 

MUSIC 
§ 


Marie Ezerman Drake, Directer 
216 South 20th Street - 


EDWARD STEUERMANN 
Piano M 


BORIS KOUT ZEN 


Philadelphia 3, Pa 
Departments headed by 
Violin 


VINCENT PERSICHETTI 
Composition 


ENZO SERAFINI-LUPO 
Opera 
Degree Courses 
TEACHER TRAINING COURSES 


Catalog sent upon request 





UNIVERSITY OF TORONTO 


ROYAL CONSERVATORY OF MUSIC 


Boyd Neel, Dean 
SUMMER SCHOOL 


JULY 2-22 


Ettere Mazzeleni, Principal 


Piano Classes: for Teachers 


Master Classes 


Faculty includes 
BORIS BERLIN and PIERRE SOUVAIRAN. 


Instruction in all branches of music at Canada's 
largest music school. 


For information: 
135 College Street, Toronto 2B, Ontario, Canada. 





STRATFORD 


FESTIVAL CANADA 


proudly presents 


LEV OBORIN 


Soviet pianist in his first North American appearance 
Senior Professor, Moscow Conservatory 
Chopin Prize, Stalin Prize 
People’s Artist—‘Russia’s finest pianist” 
Member of Oistrakh, Knushevitsky, Oborin Trio 


in three weeks of 


MASTER CLASSES e July 6-24, 1959 


For complete information: Louis Applebaum. Music Director 
Stratford Festival. Stratford Ontario, Canada 
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THE UNIVERSITY OF 
NORTH CAROLINA'S 


NINTH ANNUAL 
Clinic For Piano 
Teachers and Students 
June 29 - July 2, Chapel Hill, N.C. 


conducted by 
WILLIAM S. NEWMAN 


Enjoy a balanced four-day re- 
fresher course among congenial 
friends ina charming University 
town. Illustrated lectures, dem- 
onstration lessons, films music 
and materials exhibit, recitals 
(including ARTHUR LOESSER 
in Vol. I of The Well-Tempered 
Clavier), and recreation. 


& 
Write Extension Division 


The University of North Carolina, 
Chapel Hill, N.C. 


| 


























J. W. EDWARDS, Publisher, Inc. 


Ann Arbor, Michigan The University of Rochester 
The Teacher’s Guidebook EASTMAN SCHOOL OF MUSIC 
to HOWARD HANSON, Director 


. . ALLEN I. McHOSE, Director of the Summer Session 
Piano Literature 





A Recommended Listing of Graded Repertoire for THE THIRD 
ae ta Intermediate and Lower Advanced WORKSHOP FOR PIANO TEACHERS 
. ° July 20-24, 1959 
Alice M. Kern 


Under the direction of 
ARMAND BASILE, JOSE ECHANIZ, WALLACE GRAY, 


and 


Helen M. Titus ALAN HOVHANESS. GEORGE MacNABB, ALLEN I. 
University of Michigan McHOSE. VERNE THOMPSON, HARRY WATTS, and 
Ann Arbor, Michigan HARRY WEISS 





. It is designed primarily to fit the needs of the 
Piano Teacher. 


. It lists approximately 4,000 particularly selected For a specially preparea brochure of this Workshop write 


available compositions. 


nm 


Edward H. Easley, Director of Admissions 
EASTMAN SCHOOL OF MUSIC 
Rochester 4, New York 


w 


. It lists the best in music classified according to 
grade difficulty and to historical importance. 


Price: $3.75 per copy 









































a Would you like to be placed on the mailing lists of music » 
publishers for catalegues, information, etc? Write to 
Y R tati 
Miss MARTHA BAXTER Mr. JACK ECOFF 
Boosey & Hawkes, Inc. Mills Music Company 
30 W. 57th St., New York, N. Y. 1619 Broadway, New York 19, N.Y. 
* 
Mr. CARL S. MILLER Mr. DONALD GRAY 
Chappell & Co. Inc. Novello (The H. W. Gray Co. , agent) 
RKO Bldg Rockefeller Center, New York City 20 159 E. 48 St., New York, N.Y. 
ae e 
Mrs. RUTH ROWEN Mrs. MERLE MONTGOMERY 
Carl Fischer, Inc. Oxford University Press 
56 Cooper Square, New York, N. Y. 417 Fifth Ave. , New York, N. Y. 
e e 
Mr. MICHAEL CELLI Mrs. BELLE A. MILLAR 
J. Fischer & Bro. Theodore Presser Company 
Harristown Rd., Glen Rock, N.J. Presser Place, Bryn Mawr, Pa. 
e 
Mr. DON SHAPIRO Mr. RALPH SATZ 
Galaxy Music Corporation: G. Ricordi & Company 
50 W. 24 St., New York 10, N.Y. 16 W. 61 St., New York, N. Y. 
a e 
Mr. ARNOLD BROIDO Mr. BEN HOAGLAND, JR. 
Edward B. Marks Music Corp. Skidmore Music Co. Inc. 
\ 136 W. 52 St., New York 19, N.Y. 1270 6th Ave., New York, N.Y. rv 
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PIANO BY BALDWIN 


at the request of: 


Jacques Abram 
Daniel Abrams 

Kurt H. Adler 
Niklaus Aeschbacher 
Victor Alessandro 
Ernest Ansermet 
Claudio Arrau 
Wilhelm Backhaus 
Giuseppe Bamboschek 
Lya de Barberiis 
Aline Van Barentzen 
David Bar-lIllan 
John Barnett 
Margaret Barthel 
Steven Barwick 
Stanley Bate 
Joseph Battista 

Sir Thomas Beecham 
Patricia Benkman 
Erna Berger 

Mervin Berger 
Ralph Berkowitz 
Pierre Bernac 
Leonard Bernstein 
Mark Blitzstein 
Theodore Bloomfield 
Coleman Blumfield 
Jorge Bolet 

Ennio Bolognini 
Yury Boukoff 
Helmut Brauss 
Benjamin Britten 
Harry J. Brown 
Spencer Browne 
John Brownlee 


Igor Buketoff 
Richard Burgin 
Campoli 

Maria Carreras 
Eleazar de Carvalho 
Gasper Cassado 
Stanley Chapple 
Aldo Ciccolini 
Fausto Cleva 
Eugene Conley 
Aaron Copland 
Mary Curtis-Verna 
Gyorgy Cziffra 
Glauco D’Attili 
Ivan Davis 

Joerg Demus 
Ernst Von Dohnanyi 
Antal Dorati 
Jeaneane Dowis 
Jose Echaniz 
Arnold Eidus 
Cloe Elmo 
Lenore Engdahl 
Daniel Ericourt 
Arthur Fiedler 
Kirsten Flagstad 
Lukas Foss 
Pierre Fournier 
Albert Fracht 
Zino Francescatti 
Vera Franceschi 
Samson Francois 
Oscar Gacitua 
Arnold U. Gamson 
Russell Gerhart 


Gold & Fizdale 
Boris Goldovsky 
Elia Goldstein 
Jan Gorbaty 

Cor de Groot 
William Haaker 
Karl Haas 
Jeanette Haien 
Theodor Haig 
Laszlo Halasz 
Cecilia Hansen 
Raymond Hanson 
Johana Harris 
Roy Harris 

Guy Fraser Harrison 
Julius Hegyi 


Nicole Henriot-Schweitzer 


Stephen Hero 
Lorin Hollander 
Joan Holley 
Julius Huehn 
Amparo Iturbi 
Jose Iturbi 
Adyline Johnson 
Thor Johnson 

J. Randolph Jones 
Enrique Jorda 
Chauncey Kelley 
John Kessler 
Edward Kilenyi 
Alexander Kipnis 
Dorothy Kirsten 
Paul Kletzki 
Walter Klien 
Louis Kohnop 


Rafael Kubelik 
Leo Kucinski 
Hans Lange 
Augustin Lara 
Ervin Laszlo 
Robert Lawrence 
Karl Leifheit 
Theodore Lettvin 
Ray Lev 
Joan Lloya 
Luboshutz & Nemenoff 
Sheldon Lubow 
Peter Maag 
Franco Mannino 
Igor Markevitch 
Markowski & Cedrone 
Ozan Marsh 
Nino Martini 
Henry Mazer 
Edwin McArthur 
The Medleys 
Josefina Megret 
David Mendoza 
Ruby Mercer 
Darius Milhaud 
Benno Moiseiwitsch 
Alfonso Montecino 
Pierre Monteux 
Charles Munch 
Nelson & Neal 
Monte Nelson 
Jeanne & Joanne 
Nettleton 
Joaquin Nin-Culmell 
Perry O’Neil 


Inez Palma 

Moshe Paranov 
Peter Pears 

Jonel Perlea 
Sergio Perticaroli 
Gregor Piatigorsky 
Leo Podolsky 
Daniel Pollack 
Lily Pons 

Rosa Ponselle 
Ruth Posselt 
Francis Poulenc 
Rudolph Reiners 
Hans Richter-Haaser 
Josette & Yvette Roman 
Aaron Rosand 
Joseph Rosenstock 
Manuel Rosenthal 
Hugh Ross 

Zoltan Rozsanyi 
Max Rudolf 

Victor Sabata 
Guglielmo Sabatini 
Jesus Marie Sanroma 
Thomas Scherman 
George Schick 
Thomas Schippers 
Hans Schwieger 
Rafael Sebastia 
Leonard Seeber 
Christiane Senart 
Harry Shub 
Leonard Shure 
Abbey Simon 
Jacques Singer 
Leo Sirota 


Ruth Slenczynska 
Leo Smit 

Dorothy Dring Smutz 
Georg Solti 

Hilde Somer 

Henry Sopkin 
Soriano 

Tossy Spivakovsky 
Eleanor Steber 
Jonathan Sternberg 
Ebe Stignani 

Igor Stravinsky 
Soulima Stravinsky 
Benjamin Swalin 
James Sykes 
Yi-Kwei Sze 
Joseph Szigeti 
Sergei Tarnowsky 
Henri Temianka 
Richard Tetley-Kardos 
Virgil Thomson 
Jennie Tourel 
Giorgio Tozzi 

Helen Traubel 
Richard Tucker 
Erno Valasek 
Emmett Vokes 
Joseph Wagner 
Daniel Wayenberg 
Robert Weede 
Whittemore & Lowe 
Earl Wild 

Maurice Wilk 
Thomas Wright 
Ventsis Yankoff 
Efrem Zimbalist 














